Effects of Exposure to World Folk Music on Preference for Unfamiliar Music in Elementary General Music by Doty, Jessica
Eastern Illinois University 
The Keep 
Masters Theses Student Theses & Publications 
Summer 2020 
Effects of Exposure to World Folk Music on Preference for 
Unfamiliar Music in Elementary General Music 
Jessica Doty 
Eastern Illinois University 
Follow this and additional works at: https://thekeep.eiu.edu/theses 
 Part of the Music Education Commons 
Recommended Citation 
Doty, Jessica, "Effects of Exposure to World Folk Music on Preference for Unfamiliar Music in Elementary 
General Music" (2020). Masters Theses. 4824. 
https://thekeep.eiu.edu/theses/4824 
This Dissertation/Thesis is brought to you for free and open access by the Student Theses & Publications at The 
Keep. It has been accepted for inclusion in Masters Theses by an authorized administrator of The Keep. For more 
information, please contact tabruns@eiu.edu. 
Effects of Exposure to World Folk Music on Preference for Unfamiliar Music in 
Elementary General Music 
Jessica Doty 
















A thesis presented in partial fulfillment of the requirements for the degree of Master of 
Arts, Music Education Concentration 








The purpose of this action research study was to discover whether students' 
experience with folk music from other countries influenced their preference for other 
unfamiliar music genres. Third grade students were assigned to one of two groups. 
Students in Group A participated in four weeks of lessons centering on folk music from 
Ghana, Japan, Israel, and Mexico. Students in Group B participated in four weeks of 
lessons centering solely on American folk music. Students in both groups answered 
questions on a listening survey which gauged their preference for unfamiliar pieces of 
music. The listening survey was given to students before and after their respective units 
of study. The research question which framed this study was “Do students who are 
exposed to world folk music indicate more preference for unfamiliar music genres versus 
those who are not exposed to world folk music?” 
Results of the listening survey indicate that exposure to world folk music does 
have an effect on students’ preferences for unfamiliar music. Students in Group A rated 
several of the pieces more favorably on the second listening survey, as well as indicated 
an increased desire to hear the pieces again. Group A students also indicated an increased 
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Music teachers are constantly seeking to introduce their students to new genres 
and styles of music. Since the Tanglewood Symposium in 1967, integrating a variety of 
world musics into the curriculum has been a major focus of music educators. Discussions 
on incorporating world folk music into the elementary general music classroom are 
prominent on blogs, at conferences, and in academic journals. However, other genres of 
music, such as jazz, 20th century modernism, and ancient music are often looked over and 
not touched upon, especially in elementary general music classes. As a result, students 
who hear these more unfamiliar genres for the first time may have negative reactions.  
 Prior to the Civil Rights Movement of the 1960s, music from foreign cultures was 
rarely a part of music education in the United States. Students who were immigrants from 
foreign countries were expected to assimilate to American culture, rather than integrate 
their cultures into the American way of life (Mark, 1998, p. 180). However, the Civil 
Rights Movement caused a stir in American society, and this nationalist, “assimilationist” 
perspective was diminished, and a greater focus was brought to self-identity (p. 182). In 
1967, German music educator Egon Kraus wrote a speech calling for music educators to 
abandon this view of only one “right” culture and include music from foreign cultures in 
the curriculum (Kraus, 1967, p. 32). Kraus’ speech was the precursor to the Tanglewood 
Symposium, which took place in the summer of 1967. One stand-out statement from the 
Tanglewood Declaration (a summary of the events of Tanglewood) was particularly 
influential to the multicultural music education movement: “Music of all periods, styles, 
forms, and cultures belong[s] in the curriculum…including avant-garde music, American 
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folk music, and the music of other cultures” (Choate, 1967, as cited in Volk, 1993, p. 
141) 
 Research on incorporating music of foreign cultures in the music curriculum 
abounds, as can be seen in Quesada and Volk’s (1997) World Musics and Music 
Education: A Review of Research 1973-1993. Topics covered by music education 
researchers include students’ musical preferences, teaching with cultural consciousness, 
and instructional strategies. However, the Tanglewood Declaration calls for music of all 
styles and forms to be taught in the music curriculum, and little research is to be found 
regarding incorporating other genres which may be unfamiliar to children in the United 
States. In order truly encourage our children to be open-minded individuals, we need to 
expose young students to as many musical genres as possible. After all, as Kraus says, 
art, and therefore music is “one of the decisive factors which shape the individual” 
(Kraus, 1967, p. 32). But how do we introduce unfamiliar music genres to our students in 
such a way that the “otherness” of new music isn’t shocking to them?  
The purpose of this study was to discover whether students' experience with folk 
music from other countries influenced their preference for other unfamiliar music genres. 
One primary research question guided this study: “Do students who are exposed to world 
folk music indicate more preference for unfamiliar music genres versus those who are not 
exposed to world folk music?” For the purposes of this study unfamiliar music is defined 
as music that has not been included as a regular part of the music curriculum up to this 
point (Third grade). Third graders were selected to be the participants of this study, 
because according to research, students may be most receptive to a variety of musical 
genres between 3rd and 4th grades (Rogers, 1957, p. 434; Greer, Dorow, & Randall, 1974, 
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p. 289). This study utilized an action research design because action research allows the 
educator-researcher to modify and adapt the design of the study in order to best meet the 
needs of student-participants.  
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Literature Summary  
Introduction  
 After completing a literature survey, the researcher compiled research found into 
five categories including: history of world musics in music education, rationale for 
teaching world music, specific multicultural music education approaches, practical 
suggestions for including world music in the music classroom, and students’ musical 
preferences. In the first category, history of world musics in music education, Kang 
(2016), Mark (1998), Volk (1993), and Quesada and Volk (1997) described how the use 
of world music in music education has developed and changed over time. Fung (1995), 
Kraus (1967), Shehan (1988), and Reimer (1991) each provided reasons for including 
world music in music curricula. Specific approaches towards multicultural music 
education found include Rifai’s (2016) “contextualized music units” and Bartolome’s 
(2013) “virtual field experience” approach. Abril (2006), Gault (2006), Blair and Kondo 
(2008), and Henninger (2018) all provided music educators with suggestions for 
incorporating world music into curricula. Campbell (1992), also described sample lessons 
for teachers to adapt. Finally, Shehan (1985), Schmidt (2011), Roberts (2017), Moore 
(2002), and others each conducted studies to determine how various factors affect 
students’ preference for certain types of music.  
 
History of World Musics in Music Education  
 Kang (2016) outlined a shift in belief that music is a “universal language” to the 
belief that music is a universal phenomenon, but not a universal language. Until the early 
20th century, music scholars compared all music of other cultures to the characteristics of 
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Western European music, due to a belief that understanding music in one culture would 
provide a basis of understanding for music from other cultures. As a result, scholars often 
viewed musics of other cultures as “primitive” and “at an early stage of development.” 
However, over time, ethnomusicologists and other scholars came to accept that music is 
culture-specific, and therefore unfamiliar music should be studied in the context of the 
culture from which it originates. After the Tanglewood Symposium in 1967, support rose 
for music teachers in the form of journal articles and, eventually, conferences specifically 
geared toward the use of multicultural music in the classroom. Kang also provided a 
definition of authenticity in terms of multicultural music and encouraged music teachers 
to present music from other cultures as authentically as possible. The author also 
suggested using technology as a way to expose students to music from other cultures.  
 Mark (1998) outlined the history of multicultural music education in the United 
States. Mark began by describing the “melting pot” phenomenon of the early 20th century 
and how the phenomenon affected music education. A main goal of schools during that 
era was to assimilate immigrants into the ideal “American culture,” and this was done in 
music class by teaching only folksongs from Western and Northern Europe. Music from 
other cultures was touched on occasionally but was always arranged such that it lost its 
original character. Mark cites that the Civil Rights movement of the 60s was a turning 
point, and multiculturalism became the new way to view American culture. Mark 
concluded the article by stating that although we have come a long way by including 
musics of other cultures into our curriculum, there is much work to be done. Teachers are 
not consistently trained on how to use multicultural music in the classroom, and many 
teachers are still uncomfortable with including non-Western music in the curriculum.  
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 Volk (1993) explored the history of multicultural music education as 
demonstrated by articles on the topic in Music Educators Journal (MEJ). Volk cited that 
up until 1967, multicultural music was sparingly used in American schools. Music of 
other cultures was gradually included in the curriculum, which led to the founding of the 
International Society for Music Education (ISME) in 1953. Volk indicated that the 
Tanglewood Symposium of 1967 was a turning point for multicultural music education in 
the U.S. The 1967 issue of MEJ included a full report of the symposium, which 
concluded with the declaration that “Music of all periods, styles, forms and cultures 
belong[s] in the curriculum…including avant-garde music, American folk music, and the 
music of other cultures.” After this, MEJ included more articles on music of other 
cultures, specifically African-American music, and in 1971, a special issue of MEJ was 
devoted entirely to African-American music. Volk described the contents of three other 
MEJ special focus issues –“Music in World Cultures” in 1972, “The Multicultural 
Imperative” in 1983, and “Multicultural Music Education” in 1992. Volk claimed that by 
looking at articles and special issues of MEJ, trends were revealed about the relative 
importance of multicultural music education over time.  
 Quesada and Volk (1997) reviewed a variety of doctoral dissertations published 
between 1973 and 1993 in order to determine whether research in the field of 
multicultural music education had improved in those 20 years. Quesada and Volk 
determined that although research exploring multicultural music education had increased 
dramatically, there was still much work to be done. Specifically, Quesada and Volk 
suggested researching whether multicultural music education had an effect on musical 
achievement or general academic achievement, how children from harmony-based music 
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cultures (i.e. Western European) and children from melody-based music cultures (i.e. 
Arabic) might learn to communicate musically, and how much training would be 
necessary for music teachers to be effective when introducing unfamiliar music to their 
students. Quesada and Volk also mention that many uses for world musics were 
discovered as they reviewed the research including aesthetic experiences, learning about 
oneself, learning about the music and cultures of others, and gaining a global perspective.  
 
Rationale for Teaching World Music 
 Fung (1995) described three rationales for including music from around the world 
in our curriculum – a social rationale, a musical rationale, and a global rationale. Fung 
explained why the long-standing claim that Western art music is superior to music of 
other cultures is problematic. He claimed that this bias is both an intellectual and moral 
problem, however, he also indicated that progress had been made to reverse 
ethnocentrism in the music classroom. Fung provided three rationales for including world 
musics into the curriculum. According to Fung’s social rationale, learning music from 
around the world helps students develop multicultural awareness and tolerance, which 
promotes acceptance of people from other cultures and lessens racist tendencies. The 
musical rationale suggested that including music from around the world provides 
opportunities for students to reinforce musical knowledge and skills, as well as increase 
their open-mindedness towards unfamiliar music. Finally, according to Fung’s global 
rationale, “to be a complete person in the modern world, one must be sensitive to culture 
in a global context” (p. 38). Fung advocated for using the most authentic music possible 
and presented implications for music educators.  
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Kraus (1967) was ahead of his time when he wrote about the need for including 
music of foreign cultures in the music curriculum in the winter before the Tanglewood 
Symposium of 1967. In an article in Music Educators Journal, Kraus explained that in 
the past and even at the time of the article, Westerners tended to view their cultures as 
superior to other cultures. As a result, other cultures began imitating Western musical 
styles, and Kraus feared that other cultures were “in danger of losing their characteristic 
qualities” (p. 30). Kraus believed that “a harmonious coexistence is possible only on the 
basis of understanding” (p. 31) and that music education could promote this mutual 
understanding. After all, Kraus believed that art (and therefore music) was one of the 
“decisive factors which shape the individual” (p. 32).  
According to Kraus, the first step was to realize that there is not one “right” 
culture and that all cultures have value. Next, Kraus suggested that music of foreign 
cultures should not be included in the curriculum in order to create a “complete” 
anthology, because “a subject becomes meaningful only when through its inclusion new 
perspectives and relationships are created, or new accents for musical instruction and 
musical understanding are provided” (p. 32). Kraus suggested three rationales for 
including music of foreign cultures in the curriculum. Including foreign music would 
help develop open-mindedness in students, eliminate prejudices and racism, and lead to 
students better understanding themselves. Finally, Kraus suggested that music of foreign 
cultures should be taught respectfully and at all educational levels, that textbooks be 
reviewed and revised if necessary (especially with regard to prejudice and racism), that 
authentic sound recordings be used, and that more research be conducted on how to make 
inclusion of music from foreign cultures more practical for educators.  
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Shehan (1988) wrote an article for the Music Educators Journal in which she 
provided several reasons for including world music in the curriculum as well as offered 
suggestions to music teachers for introducing world music to their students. She noted 
that the “melting pot” analogy for America’s cultural composition was no longer 
appropriate because America is a culturally pluralistic society and we should respect the 
diversity among us. Shehan asserted that music teachers should reflect this cultural 
diversity through songs, dances, and recordings that represent a variety of cultures. 
Shehan said specifically that “there is no greater potential for delivering the world’s 
music traditions to students than in the general music class” (p. 23). She also claimed that 
teaching musical diversity is “vital to a well-rounded music program” and that an 
education in world musics will contribute to students’ developing “musical 
understanding, taste, and tolerance for other peoples of the world” (p. 23). The remainder 
of Shehan’s article included strategies for teachers to use to introduce world music to 
their students, including beginning with a brief geography lesson, allowing students to be 
culture-bearers and share traditions form their heritage, giving students opportunities to 
create and perform music in the style of the culture studied, observing instruments from 
foreign cultures through pictures and recordings and compare them to familiar Western 
instruments, and listening to Western orchestral works which reference the music of other 
cultures. In closing, Shehan stated, “If the motto of ‘music for every child’ is to be fully 
realized in America’s changing multicultural mosaic, then it might be appropriate to 
consider all the world’s musics in the design of in-class experiences and special 
performances” (p. 26). 
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Reimer (1991) outlined the opposing feelings of “selfness” and “otherness” one 
may experience when studying the music of a foreign culture. Reimer asked, “to what 
degree is it possible for people from different cultures to share the same or even similar 
meanings from various musics?” (p. 5). He then presented two opposing positions which 
complicate this question. In the first position, he stated that our “selfness” is mainly 
limited to cultural experiences from within our own cultures and that anything foreign 
remains foreign or “other.” The second position, which Reimer seemed to subscribe to, 
suggested that all cultures are a part of the same human experience and that we can 
expand our “selfness” to include what we learn from new musical experiences. With this 
position, Reimer claimed that, “Music education should be one of the major influences on 
the catholicity of young people’s tastes, helping introduce them to many musical styles 
they might not otherwise have the opportunity to incorporate into their personal 
repertoires of experience” (p. 6). Reimer indicated that we shouldn’t minimize the 
differences between music of other cultures and that while we can’t actually become 
members of another culture to gain insight from the perspective of a member of the 
culture, we can certainly compare the other culture to our own. Finally, Reimer stated 
that experiencing music from other cultures and allowing these experiences to affect our 
“selfness” allows us to better understand ourselves as individuals and as members of 
society. 
 
Specific Multicultural Music Education Approaches 
Rifai (2016) advocated for what she calls “contextualized music units,” or the 
immersive study of a composer or genre which has historical or cultural relevance. She 
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distinguished that these units of study are not equivalent to simply studying music 
history. Instead she argued, “Since music is a shared human phenomenon, music 
educators should present all styles and practices as different yet equal and valid ways of 
music instruction” (p. 35). Rifai argued that the immersive study of a variety of music 
genres not only allows students to improve musically, but encourages empathy, critical 
thinking, and tolerance. She echoed the words of music educators William Anderson and 
Patricia Campbell by stating, “In increasing their ability to perform, listen intelligently, 
and appreciate many types of music, students will be less prone to judge a new music 
without first trying to understand it” (p. 36). Rifai also described how music educators 
could plan contextualized music units of their own and provided four sample units of 
study.  
Bartolome (2013) detailed a Kodály-inspired approach for teaching multicultural 
music to children. She called her approach the “Virtual Field Experience” which was 
“designed to immerse students in a multisensory, cross-cultural learning experience that 
provides opportunities for them to engage with a single musical culture in-depth, for an 
extended period of time” (p. 14). The approach was inspired by a trip Bartolome made to 
Ghana, where she was immersed in the culture there. When she returned, she shared the 
experience with her students through singing, dancing, playing instruments, and 
examining artifacts such as handicrafts and local currency. Included in the article were 
resources for designing virtual field experiences for students, tips on presenting a culture 




Alarcio, et al. (2017) described how the Orff approach to music education can be 
used to provide students with authentic multicultural experiences. The authors state that 
multicultural music education “enables students to gain an understanding of themselves 
through the viewpoint of other cultures by learning about the word around them” (p. 28-
29). Alarcio, et al. explained four approaches of multicultural education, how the Orff 
approach supports each approach, and how each approach relates to the levels of Bloom’s 
Taxonomy. First is the Contributions Approach, where a select few cultural celebrations 
are chosen to learn about and discuss. The authors argue that this approach “confuses 
students and lessens their ability to retain information” (p. 29), and only involves the 
most basic levels of Bloom’s Taxonomy – understanding and remembering. Next, the 
authors described the Additive Approach, in which songs from other cultures may be 
used to teach concepts, but there is not an in-depth study of the historical or cultural 
significance of the music. The Additive Approach of multicultural music education is 
comparable to the application level of Bloom’s Taxonomy. The Transformation 
Approach seeks to change students’ perceptions of and attitudes towards other cultures, 
which is equivalent to the evaluating and analyzing levels of Bloom’s Taxonomy. In the 
Transformation Approach, students are actively engaged in music-making, as well as 
discussion about the cultural background of the music which they are learning. According 
to the authors, “Providing students with opportunities to learn about the history and 
background of other cultures and not just experience it, allows them to recognize and 
reassess their assumptions about those cultures” (p. 30). Finally, the authors described the 
Social Action Approach as an extension of the Transformation Approach with a goal of 
guiding students to reach the final level of Bloom’s Taxonomy, creating. This is done by 
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encouraging students to analyze their personal beliefs and enact change in their 
community. Alarcio et al. conclude by reminding educators to be aware of their own 
assumptions about other cultures in order to help students overcome theirs.  
Abril (2013) advocated for culturally responsive teaching in the general music 
classroom. Abril defined culturally responsive teaching as “an approach to teaching that 
considers the role of culture in every aspect of teaching and learning so that student 
learning is made more relevant, meaningful, and effective” (p. 6). He explained that 
culturally responsive teachers are not simply teaching about individual cultures, but 
rather acknowledging that the cultures to which students belong shape their perceptions 
of and responses to every aspect of their education. Abril asserted that “culturally 
responsive teaching helps move the attention from the things we teach to the children we 
teach and the social learning environment where music experiences occur” (p. 8). Abril 
described what music educators need to do in order to facilitate a more culturally 
responsive music classroom. First, educators need to learn the cultural backgrounds of 
their students in order to plan culturally responsive instruction. Next, teachers need to 
create a social learning community in which “students are partners with teachers in 
learning rather than mere recipients of knowledge and information” (p. 6). Educators 
should then help students realize that there are multiple possible perspectives on the 
world and music, and no one perspective is “correct.” Abril then suggested teachers help 
students make connections between the music studied in school and the musical world 
outside of school. Finally, Abril encouraged teachers to select multicultural music and 
materials, but he stipulated that music selected for the culturally responsive general music 
classroom does not necessarily have to represent the musical cultures of the students. 
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Rather, teachers should help students view the music which is studied at school through 
the “lens” of their cultural experience.   
  
Practical Suggestions for Including World Music in the Music Classroom 
 Campbell (1992) provided readers with a guide for using world musics in a 
culturally conscious way, answering questions and concerns which music educators 
might have about including music from other cultures in their own classrooms. For 
example, a music teacher may argue, “My students are not ethnic,” to which Campbell 
responded that everyone is ethnic to a degree, and at one point or another, everyone will 
encounter people of a culture different from their own. Campbell also contended that 
incorporating music from around the world does not require learning new teaching 
methods – the three traditional elementary music teaching methods (Orff, Kodály, and 
Dalcroze) lend themselves nicely to teaching music of other cultures. Campbell suggested 
that unfamiliar music should first be transmitted aurally, through listening. The teacher 
should then model the music for the students, as this is how it would be authentically 
transmitted in many cultures. Additionally, Shehan provided four lesson examples for 
teaching music from other cultures.  
 Abril (2006) discussed how to select and present music from other cultures in a 
way that preserves the authenticity of the original music as much possible. Abril argued 
that it is almost impossible to present music in a completely authentic way, because there 
are “at least five degrees of separation from primary source to students” (p. 40), however, 
this should not mean that teachers choose multicultural music indiscriminately. Instead, 
Abril provided suggestions for striving for cultural validity and avoiding bias when 
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choosing and teaching multicultural music. In order to maintain cultural validity, teachers 
should look for music composed or arranged by a culture bearer or individual with an in-
depth understanding of the culture, context of the music (i.e. games, dances, or history 
pertinent the music) should be provided to the students, text from other languages should 
be translated so that students can better understand the context, and music should be 
performed in the original language when possible. Abril stated that “ensuring that music 
is culturally valid will help to provide students with an understanding of the music, 
another culture, and ultimately themselves” (p. 42). Teachers also need to be aware of 
any biases they may have regarding gender roles, or cultural stereotypes so that these 
biases may be avoided when teaching multicultural music. Abril pointed out that school 
is sometimes the only place in which students learn about cultures other than their own, 
so music from these cultures needs to be taught as respectfully and authentically as 
possible so as not to inaccurately portray a culture. 
 Gault (2006) devised a strategy for introducing diverse genres of music – 
highlight similarities between music familiar to the students and the unfamiliar genre 
being introduced. First, Gault recommended educators be aware of their own biases when 
selecting music to present to their students. Because music educators have their own 
musical preferences, they may tend to only select repertoire from their preferred styles 
and ignore other styles if they do not acknowledge their bias. Gault advised using the 
same criteria for selecting music from diverse genres as when selecting music from 
familiar genres. Finally, Gault implored teachers to help students discover ways in which 




Blair and Kondo (2008) signified the importance of introducing unfamiliar music 
from other cultures, but also acknowledged that it can be difficult to engage students with 
unfamiliar music in meaningful ways. The authors indicated that the difficulty may arise 
when the students have little prior experience that connects with the unfamiliar music. 
The authors suggested that the musical culture of the learners needs to be considered as 
well as the culture from which the unfamiliar music is taken. “Starting with what students 
know, we need to find ways to create experiences that encourage them to think musically, 
to value new musical sounds and to be creative as listeners, performers, and composers” 
(p. 51). Teachers need to allow students ways to connect the new and unfamiliar music 
with musical concepts that they have already experienced. Meaningful experiences with 
unfamiliar music can then broaden students’ understanding of other cultures as well as 
students’ own musical cultures. 
Henninger (2018) compiled and summarized a variety of research on the topic of 
multicultural music education in order to provide educators with recommendations for 
incorporating world music in their curricula. She emphasized several rationales for using 
world music in general music, including increasing students’ cultural awareness, 
broadening students’ musical preferences, and teaching students to be more accepting of 
others who are different from themselves. Henninger noted that elementary-aged students 
and college students are typically the most “open-eared,” so an effort should be made to 
introduce these age groups to a wide variety of world musics. The author also explained 
how educators can most effectively incorporate world music. She began by describing the 
importance of sharing the sociocultural context of world music with students, as well as 
teaching musical concepts. Henninger suggested involving “cultural insiders,” or 
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members of the culture at hand, in order to provide students with a more authentic look 
into the sociocultural context of the music. Finally, she encouraged educators to involve 
students in active music-making through singing, dancing, and playing instruments.  
 
Students’ Musical Preferences 
Shehan (1985) sought to discover whether students would indicate a greater 
preference for unfamiliar non-Western music after having experienced similar non-
Western music in class. The researcher played 12 musical examples for sixth-grade 
students as a “pretest.” The examples included music representative of the following 
ethnicities and genres: Asian Indian, African, Hispanic, Japanese, Western classical, and 
current popular. The students were then engaged in a five-week-long unit exploring one 
piece each of all the non-Western styles through singing and instruments. After the unit, 
the students listened to the musical examples again to see whether their preference had 
changed now that they were familiar with some of the examples. Shehan found that the 
students indicated a higher preference for the music they had explored through active 
music-making. However, Shehan discovered that the study of one representative piece 
from a particular genre or ethnicity did not necessarily impact the preference for other 
similar pieces.  
 Schmidt (2011) described two lessons she used to introduce her students to 
unfamiliar music. She focused her lessons on music her students may find “ugly” in order 
to teach her students to react respectfully when they hear music they are not particularly 
fond of. Schmidt encouraged her students to use descriptive words (i.e. “raspy” or 
“clear”) rather than judgement words (i.e. “ugly” or beautiful”). familiarizing students 
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with the sound of the music without involving opinions. Then Schmidt shared 
information about the culture surrounding the music, such as pictures of instruments used 
and descriptions of occasions where the music might be heard. Her goal was to encourage 
students to connect the unfamiliar music and traditions with their own music and 
traditions. Schmidt concluded, “For students to develop genuine appreciation and respect 
for the people and music of other cultures, they sometimes need to be challenged by 
hearing music that requires them to step into another’s frame of reference” (p.11). 
 Roberts (2017) sought to discover what factors contributed to students’ situational 
interest in world music lessons in a qualitative study involving kindergarteners through 
fifth graders. Situational interest is a conditional state of interest brought on by the 
qualities of a lesson or educational setting. Essentially, the content and activities 
presented in a lesson can increase or decrease students’ situational interest, and this level 
of interest may change over the course of the lesson. Situational interest combined with 
individual interest (a student’s personal drive to learn about the given topic) contributes 
to a students’ engagement and leads to deeper understanding. Roberts acknowledged that 
it can be challenging to introduce music from other cultures to students because they 
often seem to dislike music genres other than their own. He also noted that having 
situational interest in something can be separate from liking something; a loud sound may 
draw our interest, but we may not like hearing it.  
 Roberts’ study took place over two years. In year “A,” he taught three groups of 
students one unit of music from another culture, and in year “B” he taught the same three 
groups of students another unit of music from a different culture. The lessons involved 
attentive listening (listening for specific characteristics), engaged listening (performing 
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an aspect of the music along with a recording), enactive listening (performing an aspect 
of the music without the recording), integration of the cultural context of the music, and 
creating original music to replicate aspects of the music being studied. After teaching the 
units, Roberts interviewed the students about their interest in the various components of 
the units and analyzed their responses to determine what factors increased the students’ 
situational interest in the lessons. He found that students were most interested when they 
were actively engaged, when they could connect to their own lives or their previous 
knowledge, when the music “felt real” to them, and when the activities or music seemed 
novel to them. Roberts found that the students loved playing games and performing the 
music from other cultures because it allowed them to become involved in learning. If the 
music was relatable to his students’ own lives – for example if the music came from their 
own cultural heritage or if it was performed by children – Roberts discovered that they 
were more interested. Inviting a culture-bearer to teach the students about music of 
Jamaica increased students’ situational interest because it felt more authentic to them. 
And finally, changing up the routine with new lesson activities and music from other 
cultures kept the students’ interest piqued. Roberts suggested that teachers “purposely 
select music and activities that relate to [students’] experiences” (p. 21), in order keep 
students’ interest and therefore facilitate deeper understanding of the music of other 
cultures.  
 Moore (2002) examined multicultural singing games affected how students’ 
levels of attentiveness and preference. He taught eight songs from a variety of cultures to 
students aged four through seven. Each song involved movement to some degree, but 
some of the songs had simple movement and others had more complex movement. Moore 
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found that as the amount of movement increased, the students’ off-task behavior 
decreased, suggesting that multicultural songs involving movement promote attentiveness 
in young children. In terms of preference, Moore found that one song, “Dr. 
Knickerbocker,” was most preferred by students. Moore theorized that this may have 
been due to the syncopation, limited range, and opportunity for creative movement within 
this song. Moore noted that students preferred the songs in English and hypothesized that 
it may take a longer period of exposure to foreign language songs for students to show 
preference for them. Finally, Moore noted that in general, the students demonstrated a 
significant level of attentiveness and “joy” in performing multicultural singing games and 
he encouraged other music educators to incorporate multicultural music into the 
curricula. 
 McKoy (2004) studied whether instructional technique affected students’ overall 
preference for untaught music and whether teaching approach affected preference for 
specific styles. The participants in McKoy’s study included two classes of fourth grade 
students. In one class McKoy used an Orff Schulwerk approach, and the other class 
received instruction based on two textbook series (the “traditional” approach). McKoy 
taught traditional game songs and story songs from Ghana to both classes, and chose 
repertoire based on a list of criteria developed through research. Before and after teaching 
using the two instructional techniques, McKoy issued a preference “pre/posttest” 
consisting of a Western classical piece, a Ghanaian folk song, and a pop song. McKoy 
found no significant effect of instructional technique on overall preference for the 
unfamiliar music selections. However, preference for Ghanaian folk music increased in 
the class taught with the Orff Schulwerk approach and decreased in the class taught with 
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the “traditional” approach. McKoy suggested that this may be because the instructional 
practices in the “traditional” approach are frequently used to teach Western Classical 
music and therefore facilitated students’ learning about Western Classical music more 
effectively than about Ghanaian folk music. McKoy also analyzed her data to determine 
whether students showed greater preference for specific untaught musical styles over 
others and found that students preferred pop music over other genres, which is consistent 
with several other studies. In conclusion, McKoy suggested that further research is 
needed on childrens’ preferences for world music styles and instructional approaches 
which facilitate students’ positive preferences for world music styles.  
 Rogers (1957) sought to determine at what age children are most open-minded in 
their preferences towards musical styles. He also looked at whether gender, 
socioeconomic status, or living in rural vursus suburban areas affected students’ musical 
preferences. For his study, Rogers played three 45-second excepts of music from each of 
four categories: “(1) seriously classical, (2) popular classical, (3) dinner music, and (4) 
popular music” (p. 433) and had students in fourth, seventh, ninth, and twelfth grades 
respond with their preference for what they heard. Rogers found that students’ preference 
for popular music increased significantly in the older grades. Similarly, preference for 
classical music decreased in the older grades. In his conclusion, Rogers suggested that 
music programs ought to expose a wide variety of music to students “as early as 
possible” (p. 435) in order to promote students staying musically “open-minded” as they 
grow older.  
 Greer, Dorow, and Randall (1974) conducted a study to determine how musical 
preferences and listening attention span are affected by age. The participants in their 
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study included students from nursery school through sixth grade. The researchers 
presented the children with two choices of music, one being popular rock music, and the 
other either symphonic music (presented to the nursery school children and children in 
second and third grades), classical piano music (presented to children in first, fourth, and 
fifth grades), or Broadway show tunes (presented to children in sixth grade). The children 
could choose to listen to the rock music, the non-rock music, white noise, or no 
music/sound at all. The researchers found that the first graders listened to more non-rock 
than the nursery school students and the third graders listened to more non-rock than the 
second graders. The fourth graders, however, listened to less non-rock than the third 
graders. This decline in non-rock listening continued through fifth and sixth grade as 
well, indicating that children prefer non-rock music less and less as they grow older. The 
researchers commented that, “the time between third and fourth grade appears to be a 
pivotal time in terms of musical taste” (p. 289). The researchers also found that as grade 
level increased, so did total listening time, suggesting that listening attention span may 
increase with age. However, as shown in previous research, children in second through 
sixth grades significantly preferred rock music to non-rock music. The researchers 
concluded by calling for more research on how instructional strategies and content 






 The purpose of this action research study was to determine whether students’ 
experience with world folk music impacted the students’ perception of and preference for 
other unfamiliar music. Participants included seven intact classes of third grade students 
with each class assigned to one of two research groups. One group was exposed to folk 
music from around the world and the other group was only exposed to American folk 
music. One primary research question guided study: “Do students who are exposed to 
world folk music indicate more preference for unfamiliar music genres versus those who 
are not exposed to world folk music?” 
The design of the action research study consisted of four weeks of lessons 
centered around either world folk music or American folk music. Students completed a 
listening survey both before and after the four-week unit. The action research design of 
this study allowed for accommodation of the dynamic and often unpredictable nature of 
teaching. According to Laprise (2017), action research “can be described as a cycle of 
developing a focus, creating and implementing a plan, collecting and analyzing data, and 
then reflecting on and modifying your practice and replanning” (p. 29). Action research 
allowed for the researcher to modify and adapt as the study progressed in order to best 
meet the needs of student participants. Using action research in the design of this study 
allowed the researcher and readers to reflect on their own teaching practices to decide 






 This action research study was conducted during the 2018-2019 school year. 
Literature summary and research question development took place between the summer 
of 2016 and the summer of 2018. The action research portion of this study consisted of a 
listening survey (Appendix A) presented before the unit of study, the research unit (four 
weeks of lessons either involving world folk music or American folk music) and a second 
listening survey. The format of each listening survey remained the same each time; only 
the titles were changed. Listening Survey 1 was administered the week of September 10, 
2018. The research unit began the following week and lasted for four weeks. Due to a day 
off from school and a field trip, lessons were delayed for a few classes. The affected 
classes finished the research unit later than the other classes. All classes had completed 
Listening Survey 2 by November 2, 2018. Data analysis and writing took place over the 
next one and a half years, with the final product completed and presented in July of 2020.  
 This study received approval by the International Review Board (IRB) on July 19, 
2018. All participants and their guardians received informed consent documents 
(Appendix B) in early September 2018. Guardians signed and returned the consent form 
if they did not wish for their student to participate in this study. Consent waivers were 
accepted at any time during the study.  
 The purpose of this study was to discover whether students' experience with folk 
music from other countries influences their preference for other unfamiliar music genres. 
One primary research question guided this study: “Do students who are exposed to world 
folk music indicate more preference for unfamiliar music genres versus those who are not 




For the purpose of this study, unfamiliar music was defined as music that had not 
been included as a regular part of the music curriculum prior to the study. Additionally, 
world folk music was defined as traditional music from a country outside of the country 
in which the students lived (the United States of America). 
 
Data Collection:  
The researcher collected data from the listening survey and completed field notes 
during the research unit. The listening survey consisted of six questions, each repeated 
for four listening examples. Four multiple choice questions in which students circled their 
response (i.e. “Would you listen to this music again?” “No,” “Maybe,” or “Yes”) featured 
emojis as an age-appropriate tool to help students make a selection. Two open-ended 
questions (i.e. “Is there something you really like about this music?”) allowed students to 
expand on or explain their preferences as noted above. The researcher also took daily 
field notes on observed student engagement and preference while teaching the research 
unit. Video recording occurred for two classes from each research group during each 




Participants in this study included seven intact classes of third-grade students in a 
rural town in central Illinois. Group A consisted of four intact classes and Group B 
consisted of three intact classes. Each class contained approximately 25 students, and the 
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total number of participants was 175. Twenty-three students’ survey information was left 
out due to absences. Eighty-seven participants from Group A completed surveys and 65 
participants from Group B completed surveys, for a total of 152 surveys. Of the 87 
surveys returned from Group A, 37 female students and 50 male students completed the 
survey. Of the 65 surveys returned from Group B, 30 female students and 35 students 
completed the survey. Third-grade students averaged eight years old. Twenty-two 
students had Individualized Education Plans (IEPs) for learning disorders such as Autism 
and Attention Deficit Hyperactivity Disorder (ADHD), however, it was unnecessary for 
the researcher to employ teaching strategies outside of her typical teaching style in order 
to accommodate these students. Participants in this study included only students who 
would normally have been in the researchers’ third-grade general music class. Most of 
the participants had been students of the researcher for three years prior to this study and 
were familiar with the expectations and routines of general music with the researcher.  
 
Trustworthiness 
 Triangulation of data from a variety of sources ensured the trustworthiness of this 
study. Data was collected from lxistening surveys given before and after the research 
unit, field notes taken by the researcher during the research unit, and videotapes taken 
during each lesson for two classes from Group A and two classes from Group B. The 
researcher’s thesis advisor and committee also thoroughly reviewed the document, 





Procedures and Materials 
The study consisted of a listening survey presented before the unit of study, the 
research unit (four weeks of lessons either involving world folk music or American folk 
music) and a second listening survey. Third-graders normally had music twice per week 
for 25 minutes. As mentioned previously, several classes had altered schedules due to 
days off and field trips. Two classes also had shortened, 15-minute classes twice due to 
early dismissal days, however the researcher took every step possible to ensure that all 
classes spent the same amount of time on research unit instruction.  
Before the research unit, all students listened to four pieces of music which had 
not previously been studied in the researcher’s general music class. The four pieces 
chosen included Summertime by Billie Holiday, “Augers of Spring” from Rite of Spring 
by Igor Stravinsky, J'aim sans penser by Guillaume de Machaut, and O Magnum 
Mysterium by Morten Lauridsen. While listening, students completed Listening Survey 1 
(Appendix A) which asked the participants to indicate whether they had prior experience 
with the musical examples and allowed them to indicate their preference for the 
examples.  
 After all classes had completed the Listening Survey 1, the research unit began. 
Four classes of students assigned to Group A experienced lessons centered around world 
folk music. Three classes assigned to Group B encountered lessons centered around 
American folk music. Each group learned eight songs as part of their respective units and 
each unit lasted four weeks.  
 In week one, students from Group A studied music from Ghana (see lesson plans 
in Appendix C). In the first lesson, Group A students identified Ghana on a world map, 
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learned the song Obwisana and its translation, learned how to play the stone-passing 
game for Obwisana, and learned about instruments used in Ghanaian folk music. In the 
second lesson, Group A students reviewed the Obwisana game, learned the echo song 
Kye, Kye, Kule, and watched a video of Ghanaian children playing Kye, Kye, Kule. 
Students from Group B learned American folk songs with similar games (see lesson plans 
in Appendix D). In the first lesson, Group B students learned a passing game and song 
called Where, Oh Where. In the second lesson, Group B students learned an echo song 
called Long John and played Where, Oh Where with instruments this time.  
In week two, Group A studied music from Japan (see lesson plans in Appendix 
E). In the first lesson, Group A students found Japan on a map, watched two videos of 
people playing the hand-clapping game Jugoya-san no Mochituskiwa, learned how to 
pronounce words from the game, and learned how to play the game with a partner. In 
lesson two, Group A students watched two videos in order to learn about Japanese 
instruments, listened to the folk song Sakura, and played classroom instruments along 
with a recording of Sakura. During week two, students from Group B also learned a hand 
clapping game and played instruments, but in this case along with an American folk song 
(see lesson plans in Appendix F). In the first lesson, students in Group B watched a video 
of two girls demonstrating the hand-clapping game Bim-Bum, learned how to sing the 
song, and learned how to play the game. In lesson two, Group B students reviewed the 
song and game for Bim Bum, learned the folk song Old Joe Clarke, and played a game 
with Old Joe Clarke in which eliminated students got to play instruments.  
 During week three, Group A learned about music from Israel (see lesson plans in 
Appendix G). In the first lesson, students in Group A found Israel on a world map, 
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listened to Hava Nagila, learned a dance to Hava Nagila, and watched a video of Hava 
Nagila being sung and danced at a wedding. In the second lesson, Group A students 
learned the song Shalom Chaverim and its’ translation, learned some instrument parts to 
play along with Shalom Chaverim, and watched videos of Israeli instruments being 
demonstrated. Students in Group B also learned a folk dance and a folk song with 
instrument parts (see lesson plans in Appendix H). In the first lesson, Group B students 
learned the folk song and dance Alabama Gal. Before learning the steps of the dance, 
students found Alabama on the map and discussed what rock candy is since the song 
mentions it. In the second lesson, students in Group B learned the folk song Li’l Liza 
Jane, found Baltimore, Maryland on the map, and learned an instrument ostinato to 
accompany the song.  
 Finally, in week four, students in Group A learned about music in Mexico (see 
lesson plans in Appendix I). In the first lesson, Group A students found Mexico on a 
world map, learned the song Al Citron, and learned a stone-passing game for Al Citron. 
In lesson two, students learned the song El Florón and a hidden object game along with 
it, discussed traditional instruments from Mexico, and watched video demonstrations of a 
few Mexican instruments. Similarly, students in Group B learned the stone-passing song 
and game The Tricky, Tricky Bear in the first lesson of week four and the hidden object 
song and game Button You Must Wander in the second lesson of week four (see lesson 
plans in Appendix J).  
After the research unit, all students listened to four more pieces of music from 
unfamiliar genres and filled out Listening Survey 2. For consistency’s sake, the music 
heard after the research unit was as similar in style as possible to the music heard before 
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the research unit. The pieces heard in Listening Survey 2 were Lazy River by Louis 
Armstrong, “Dance of the Knights” from Romeo and Juliet by Sergei Prokofiev, 
Saltarelo I, Siglo XIV by anonymous, and The Seal Lullaby by Eric Whitacre. Listening 
Survey 2 included the same questions as Listening Survey 1 – students marked whether 






 Students completed a listening survey before the research unit (Listening Survey 
1) and completed a second listening survey after the research unit (Listening Survey 2). 
For each survey, students listened to four pieces of music and answered six questions. In 
the four multiple-choice style questions, students circled their answers and in the two 
open-ended questions, students wrote their own thoughts about the music. If a student 
declined to answer a multiple-choice question on one of the surveys, their answer for the 
same question on the other survey was not included in the data. The two open-ended 
questions were optional. 
 













Question 1 Results*, Group A 
*The number of students whose data was omitted was as follows: three regarding the jazz 
selection, five regarding the 20th century selection, three regarding the ancient selection, and four 
regarding the choral selection. 
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Table 1 displays the percentage of students who indicated that they had heard 
each listening selection and the percentage of students who indicated that they had not 
heard each listening selection. The number of Group A students who indicated they had 
heard the jazz selection increased from Survey 1 to Survey 2 by 16.1 percentage points. 
More Group A students also indicated that they had heard the 20th century selection on 
Survey 2; the number of students who marked “yes” increased by 3.5 percentage points. 
The number of Group A students who indicated they had heard the ancient selection 
increased from Survey 1 to Survey 2 by 15.0 percentage points. The number of students 
in Group A who indicated familiarity with the choral selection increased slightly as well, 










Table 2 displays the percentage of students in Group B who indicated that they 
were familiar with each listening selection and the percentage of students who indicated 
no familiarity with the listening selections. Fewer Group B students indicated that they 
had heard the jazz selection in Survey 2; the percentage of students who marked “yes” 
Table 2 
Question 1 Results*, Group B 
*The number of students whose data was omitted was as follows: four regarding the jazz 
selection, three regarding the 20th century selection, one regarding the ancient selection, and four 
regarding the choral selection. 
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decreased by 4.6 percent. The number of Group B students who indicated they had heard 
the 20th century selection also decreased by 4.6 percentage points from Survey 1 to 
Survey 2. Slightly fewer Group B students indicated familiarity with the ancient selection 
from Survey 2 as well; the number of students who marked “yes” decreased by 1.5 
percentage points from Survey 1 to Survey 2. Finally, the number of students from Group 
B who indicated that they had heard the choral selection decreased from Survey 1 to 
Survey 2 by 6.2 percent.  
 











Table 3 displays Group A students’ mean rating of each listening selection. Group 
A students’ ratings of the jazz selection decreased from Survey 1 to Survey 2 by 2.2%. 
The average rating of the 20th century selection decreased from Survey 1 to Survey 2 by 
1.8% in Group A. Group A students rated the ancient selection 16.8% higher in Survey 2 
Table 3 
Question 2 Results*, Group A 
*Data from two students was omitted regarding the ancient selection. 
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verses Survey 1. Similarly, Group A students’ ratings of the choral selection increased 










Table 4 displays Group B students’ mean rating of each listening selection. Group 
B students’ rating of the jazz selection remained the same in Survey 1 and Survey 2. 
Group B students’ ratings of the 20th century selection decreased slightly by 0.6%. The 
average rating of the ancient selection decreased by 4.6% from Survey 1 to Survey 2. 
Students in Group B rated the choral selection more positively in Survey 2; the rating 
increased by 4.6% from Survey 1.  
  
Table 4 
Question 2 Results*, Group B 
 
*Data from three students was omitted regarding the jazz selection and data from two students was 
omitted regarding the 20th century selection. 
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Table 5 displays the percentage of Group A students who answered “yes,” 
“maybe,” or “no” when asked if they would like to hear each selection again. The 
percentage of students from Group A who indicated a desire to hear each piece again 
increased for each selection from Survey 1 to Survey 2. The number of students who 
indicated that they would like to listen to the jazz selection again increased from Survey 1 
to Survey 2 by 4.6 percentage points. For the 20th century selection, the number of 
students who indicated a desire to hear the piece again increased by 1.2 percentage 
points. More students indicated they would like to listen to the ancient selection again as 
well; the number of students who marked “yes” increased from Survey 1 to Survey 2 by 
Table 5 
Question 3 Results*, Group A 
 
*The number of students whose data was omitted was as follows: four regarding the jazz 
selection, one regarding the 20th century selection, and two regarding the ancient selection. 
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25.3 percentage points. The number of students who indicated a desire to listen to the 
choral selection again increased by 33.4 percentage points from Survey 1 to Survey 2. 
 The percentage of Group A students who indicated that they would not like to 
hear each piece again decreased for each selection from Survey 1 to Survey 2. The 
number of students who marked “no” when asked if they would like to listen to the jazz 
selection again decreased by 1.1 percentage points in Survey 2. The number of students 
in Group A who indicated they would not like to listen to the 20th century selection again 
decreased from Survey 1 to Survey 2 by 3.4 percentage points. Fewer students indicated 
they would not like to hear the ancient selection again; the number of students who 
marked “no” decreased by 21.9 percentage points. Finally, the number of students in 
Group A who indicated they would not like to listen to the choral selection again 












Question 3 Results*, Group B 
 
*The number of students whose data was omitted was as follows: two regarding the jazz selection, 
three regarding the 20th century selection, two regarding the ancient selection, and one regarding 
the choral selection. 
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Table 6 displays the percentage of Group B students who answered “yes,” 
“maybe,” or “no” when asked if they would like to hear each selection again. The number 
of students in Group B who indicated a desire to hear the jazz selection again decreased 
from Survey 1 to Survey 2 by 4.6 percentage points. The number of students who 
indicated they would like to hear the 20th century piece again increased by 1.6 percentage 
points. More Group B students indicated a desire to hear the 20th ancient piece again in 
Survey 2; the number of students who marked “yes” increased by 9.3 percentage points. 
For the choral selection, the number of students who indicated a desire hear the selection 
again increased by 1.5 percentage points from Survey 1 to Survey 2.  
The percentage of Group B students who indicated they would not like to listen to 
the jazz selection again remained the same between Survey 1 and Survey 2. There was 
also no change in the percentage of students who indicated they would not like to listen to 
the 20th century selection again. More students in Group B indicated they would not like 
to listen to the ancient selection again in Survey 2; the number of students who marked 
“no” increased by 3.1 percentage points. Finally, the number of students who indicated 


















Table 7 displays the percentage of Group A students who answered “yes,” 
“maybe,” or “no” when asked if they would like to hear similar musical selections. The 
percentage of Group A students who indicated that they would like to hear other similar 
music increased for each selection from Survey 1 to Survey 2. For the jazz selection, the 
number of students who indicated they would like to hear similar music increased by 6.9 
percentage points from Survey 1 to Survey 2. The number of students in Group A who 
indicated they would like to hear similar 20th century pieces increased from by 2.3 
percentage points. More Group A students indicated a desire to hear similar ancient 
music in Survey 2 as well; the number of students who marked “yes” increased by 13.8 
Table 7 
Question 4 Results*, Group A 
 
*The number of students whose data was omitted was as follows: four regarding the jazz 
selection, two regarding the 20th century selection, one regarding the ancient selection, and three 
regarding the choral selection. 
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percentage points. The number of students who indicated they would like to hear similar 
choral pieces increased by 18.4 percentage points.  
The percentage of students who indicated that they would not like to hear other 
similar music decreased for each selection from Survey 1 to Survey 2. The number of 
students in Group A who indicated they would not like to hear similar jazz pieces 
decreased from Survey 1 to Survey 2 by 1.2 percentage points. For the 20th century 
selection, the number of students who indicated they would not like to hear similar music 
decreased by 2.3 percentage points. The number of students who indicated they would 
not like to hear similar ancient pieces decreased from Survey 1 to Survey 2 by 17.2 
percentage points. Fewer Group A students indicated they did not want to hear similar 
choral pieces in Survey 2; the number of students who marked “no” decreased by 17.2 












Question 4 Results*, Group B 
 
*The number of students whose data was omitted was as follows: seven regarding the jazz 
selection, three regarding the 20th century selection, and two regarding the ancient selection. 
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Table 8 displays the percentage of Group B students who answered “yes,” 
“maybe,” or “no” when asked if they would like to hear similar musical selections. Fewer 
students indicated a desire to hear a similar jazz piece in Survey 2; the number of students 
who marked “yes” decreased by 1.5 percentage points. The number of students in Group 
B who indicated a desire to hear similar 20th century music decreased by 6.4 percentage 
points from Survey 1 to Survey 2. For the ancient selection, the number of students who 
indicated they would like to hear similar music decreased by 9.2 percentage points. The 
number of students in Group B who indicated they would like to hear similar choral 
music increased from Survey 1 to Survey 2 by 6.2 percentage points.  
On Survey 2, fewer Group B students indicated they would not like to hear 
similar jazz pieces; the number of students who marked “no” decreased by 4.6 percentage 
points. For the 20th century selection the number of students who indicated they would 
not like to hear similar music increased by 7.7 percentage points. The number of students 
who indicated they would not like to hear similar ancient music increased from Survey 1 
to Survey 2 by 4.6 percentage points. Finally, the number of students in Group B who 
indicated they would not like to hear similar choral music decreased by 6.2 percentage 
points from Survey 1 to Survey 2.  
 





 Questions 5 and 6 were open-ended and allowed the students to write what they 
liked or did not like about each piece using their own words. Question 5 asked students 
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whether there was something they particularly liked about the listening selection and 
Question 6 asked students whether there was something they disliked about the listening 
selection. Figures 1-4 display the number of written responses for each survey. Several 
written responses were to be omitted for clarity. Omitted responses included those that 
were indecipherable, vague (e.g. “I don’t know”), or written in the wrong place (e.g. “I 
liked it” written in response to Question 6). Group B had fewer students complete the 
survey compared to Group A (65 students in Group B and 87 in Group A), which is 

















*Responses omitted from Question 5 included four regarding Summertime, two 
regarding “Augers of Spring,” five regarding J’aim sans penser, and six regarding O 
Magnum Mysterium. 
Responses omitted from Question 6 included three regarding Summertime, four 
regarding “Augers of Spring,” seven regarding J’aim sans penser, and four regarding 














The total number of responses to question 5 written by Group A was 202 on 
Listening Survey 1 and 196 on Listening Survey 2. Group A students wrote 122 
responses to question 6 on Survey 1. On Survey 2, Group A students wrote 30 fewer 
responses to question 6, for a total of 92. In general, students in Group A wrote more 
comments about the things they liked about each piece than the things they did not like. 
The only exception was Lazy River on Survey 2, for which there were 6 more comments 
in response to question 6 than in response to question 5.  
  
Figure 2 
*Responses omitted from Question 5 included one regarding Lazy River, one 
regarding “Dance of the Knights,” two regarding Saltarello I Siglo XIV, and one 
regarding The Seal Lullaby. 
 Responses omitted from Question 6 included one regarding Lazy River, two 
regarding “Dance of the Knights,” two regarding Saltarello I Siglo XIV, and three 


























*Responses omitted from Question 5 included four regarding Lazy River, one 
regarding “Dance of the Knights,” one regarding Saltarello I Siglo XIV, and one 
regarding The Seal Lullaby.  
Responses omitted from Question 6 included two regarding Lazy River, three 
regarding “Dance of the Knights,” six regarding Saltarello I Siglo XIV, and six 
regarding The Seal Lullaby. 
Figure 3 
*Responses omitted from Question 5 included two regarding Summertime, two 
regarding “Augers of Spring,” two regarding J’aim sans penser, and one regarding 
O Magnum Mysterium.  
Responses omitted from Question 6 included four regarding Summertime, six 
regarding “Augers of Spring,” three regarding J’aim sans penser, and nine 
regarding O Magnum Mysterium. 
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Group B wrote fewer responses to both question 5 and question 6 on the second 
survey. The total number of responses to question 5 on Survey 1 was 154 and on Survey 
2, there were 23 fewer responses for a total of 131. Group B wrote 94 responses to 
question 6 on the first survey and 77 on the second survey, which was 17 fewer responses 
on Survey 2. Similarly to Group A, students in Group B wrote more about the things they 
liked about each piece rather than the things they did not like, with one exception. Group 
B students wrote 1 additional responses to question 6 versus question 5 regarding 
Summertime on Survey 1.  
 The following two sections discuss common words and phrases used by the 
students to answer questions 5 and 6. Because the participants in this study were third 
graders with limited spelling, grammar, and vocabulary skills, the researcher had to 
interpret some responses in an attempt to understand what the participants were 
attempting to express. Therefore, the researcher grouped several similar common words 
together as themes. For example, students often used the word “beat,” but it is likely that 
the students were referring to the rhythm of the piece rather than the pulse. Similarly, 
when students wrote that they liked the “sound” or “music” of a selection, it is likely that 
the students were referring to the melody and/or the harmony of the piece. The researcher 
then tallied up common words, phrases, and themes. Responses that had four or more 
























Figures 5 and 6 depict which words and topics the students frequently used to 
describe what they liked about the jazz selections. The data in Figures 5 and 6 can be 
compared to the data in Figures 1-4 to determine what percent of the responses mention 





mentioned 10 times by Group A; therefore, instruments were mentioned in 21.3% of the 
47 total responses to this question. Students in Group B mentioned instruments 7 times 
regarding Summertime, making up 20.6% of the 34 total responses. On Survey 2, Group 
A mentioned the singer’s voice 8 times, which represents 22.9% of the 35 total responses. 
The instruments of Lazy River (Survey 2) were again the most frequently mentioned by 






















Figures 7 and 8 depict which words and topics the students frequently used to 
describe what they liked about the 20th century selections. Regarding “Augers of Spring” 
(Survey 1), Group A most frequently discussed the instruments and what the piece 
reminded them of; each topic was discussed 12 times. These two topics were therefore 
mentioned by Group A in 19.0% of their 63 total responses to question 5. Group B 
mentioned the instruments 9 times regarding “Augers of Spring,” which makes up 22.0% 
of the 41 total responses. On Survey 2, 9 students from Group A wrote that they liked 
how “spooky,” “creepy,” or “scary” “Dance of the Knights” was, which makes up 18.8% 
of the 48 responses. Group B discussed the “sound” or “music” of “Dance of the 

























 Figures 9 and 10 depict which words and topics the students frequently used to 
describe what they liked about the ancient selections. Students in Group A discussed the 
instruments and the “sound” or “music” of J’aim sans penser (Survey 1)10 times each. 
These categories were therefore each mentioned in 20.8% of the 48 total responses. 
Instruments were also the most frequently discussed topic regarding J’aim sans penser in 
Group B. Instruments were discussed in 7 out of the 41 responses, or in 17.1% of the 
responses to question 5. In Survey 2, Group A students mentioned what Salterello I, Siglo 
XIV reminded them of 22 times, or in 41.5% of the 53 total comments. Group B students 
also frequently discussed what the ancient piece reminded them of; 20.6% of the 
responses (7 out of 34) mentioned something that Salterelo I, Siglo XIV reminded them 



























Figures 11 and 12 depict which words and topics the students frequently used to 
describe what they liked about the choral selections. Regarding O Magnum Mysterium 
(Survey 1), students in Group A frequently mentioned what the piece reminded them of, 
as well as described the piece as “peaceful” or “calm.” These themes were each brought 
up 8 times out of 44 total responses, representing 18.2% of the responses each. Group B 
students also frequently used the words “peaceful” or “calm” in response to question 5; 





frequently discussed what The Seal Lullaby reminded them of as well as described the 
piece as “peaceful” or “calm.” Each category was discussed in 8 comments out of the 
total 54, or in 14.8% of the responses. Group B also frequently descried The Seal Lullaby 
as “peaceful” or “calm” again. 7 out of 32 or 21.9% of the responses used these words.  
 






















Figures 13 and 14 depict which words and topics the students frequently used to 
describe what they did not like about the jazz selections. 19 students in Group A 
mentioned that they did not like the singer’s voice in Summertime (Survey 1). This means 
that out of the 41 total responses to question 6, 46.3% mentioned disliking the singer’s 
voice. Group B students mentioned the singer’s voice in 9 out of 35 comments, or 25.7% 
of the responses. On survey 2, 15 Group A students mentioned disliking the singer’s 
voice, which represents 35.6% of the 41 total comments. Group B mentioned the singer’s 




















Figures 15 and 16 depict which words and topics the students frequently used to 
describe what they did not like about the 20th century selections. The only theme that was 
mentioned four or more times regarding the 20th century selections was “no singing or no 
words,” so the researcher included the next most mentioned theme, “scary, creepy, etc.” 
Students in Group A mentioned disliking the fact that there was not a singer in “Augers 
of Spring” (Survey 1) 6 times, or in 27.3% of the 22 total responses. Group B mentioned 
the piece not having a singer in 30.4% of the 23 responses. In Survey 2, Group A 
mentioned the lack of vocalist in 4 out of the 19 comments or in 21.1% of the responses 
to question 6. Students in Group B mentioned the absence of a singer in 6 out of the 19 













Figures 17 and 18 depict which words and topics the students frequently used to 
describe what they did not like about the ancient selections. Group A students most 
frequently commented on how J’aim sans penser (Survey 1) did not have a vocalist, as 
well as the instruments used in the piece. Each of these topics were commented on 4 
times, and therefore each make up 13.3% of the 30 total responses to question 6. Group B 
students most frequently commented on the absence of a singer in the piece as well; 
22.7% of the 22 total comments mentioned “no singer.” Regarding Saltarello I, Siglo XIV 
(Survey 2), 2 students from Group A indicated that they did not like the instrumentation, 
making up 18.2% of the total comments. Group B students again mentioned the lack of 
vocalist in Saltarello I, Siglo XIV; it was mentioned in 6 out of 19 (31.6%) of the 

























Figures 19 and 20 depict which words and topics the students frequently used to 
describe what they did not like about the choral selections. Group A’s most frequent 
response to question 6 regarding O Magnum Mysterium (Survey 1) was that it reminded 
them of something. 4 out of 29 comments or 13.8% of the responses described what the 
piece reminded them of. Group B students also disliked what O Magnum Mysterium 





reminded them of. On survey 2, 7 Group A students commented that The Seal Lullaby 
sounded sad. These 7 responses made up 35.0% of the 20 total responses to question 6. In 





Possible limitations of this study mostly stem from the fact that this research was 
done with the researchers own students. Students may have attempted to answer 
questions on the listening surveys in a way which would please or impress their teacher, 
the researcher. Because the groups were made of in-tact classes, the classroom dynamic 
may have affected the results of this study as well. For instance, one class had 
significantly more behavioral problems than the others, which took time away from 
instruction. Because these students were third graders, their vocabulary and spelling were 
not perfect, and the researcher had to interpret some of the written responses to make the 
most sense of them. Another limitation of this study is the relatively small number of 
participants as well as the fact that the two groups were of unequal size. The short 
duration of the research unit is another limitation of the study. Several scheduling issues 
also arose. For example, a few classes were absent due to a field trip, and while this 
lesson was made up when they returned, more time had passed between lessons than 
normal. Several shortened days also changed the pacing of the lessons for a few classes. 
One final limitation of this study is that the researcher did not have any information on 
what type of music the students listened to outside of school, which made it difficult to 





Discussion and Implications 
The following section summarizes the results of questions 1-4 of the listening 
survey and includes the researchers’ thoughts and interpretations of said results. The 
results from questions 5 and 6 on the listening survey are interesting as far as learning 
what aspects of the pieces were the most interesting to the students. Students in both 
groups frequently mentioned enjoying the instruments in several pieces, and students in 
both groups adamantly disliked the voices of the jazz singers. However, although these 
results are fascinating and could spark a study of their own, the results of question 5 and 
6 do not necessarily relate to the research question of the present study and are therefore 
left out of this discussion.  
Group A students indicated more familiarity with each of the four listening 
selections in response to question 1 on the second listening survey. An explanation for 
this is that Group A students became accustomed to hearing music that was outside of 
their comfort zone. The world folk music taught to Group A during the research unit 
featured instruments with which they had little to no experience, unfamiliar tonal centers, 
and lyrics they could not understand. Several pieces heard on the listening surveys also 
featured unfamiliar instrumentation, unusual harmonies, and lyrics which students had 
trouble understanding (according to responses to question 6 on the survey). The students 
in Group A may have become more comfortable hearing music with changes to these 
elements and may have interpreted their openness as familiarity with the music 
selections.  
On the other hand, Group B students indicated decreased familiarity with the 
listening selections on the second survey. More students selected “no” in response to 
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question 1 on Listening Survey 2 versus Listening Survey 1. This may be due to the fact 
they were only taught American folk music during the research unit. The lyrics, tonal 
centers, and instruments used during the research unit were stylistically very typical of 
the lyrics, tonal centers, and instruments of songs previously learned by Group B in 
music class. In fact, Group B students likely learned less diverse music during the four-
week research unit than they would in a normal four-week period. Prior to this study, the 
researcher would “pepper in” to the curriculum songs in other languages and from other 
countries, therefore occasionally introducing all students to stylistic differences.  
The piece that Group B rated the highest in response to question 2 on Listening 
Survey 2 was The Seal Lullaby. Again, an explanation for this may be that the lyrics of 
this piece were easier to understand and the only instruments used in the piece are piano 
and voice. These elements may have made the piece more accessible to the students in 
Group B. The choral selection was the only listening selection that saw an increase in 
rating from Listening Survey 1.  
Group A rated two of the four selections considerably higher on Listening Survey 
2 compared to Listening Survey 1. In fact, Group A’s rating of the ancient selection 
increased by 0.84 points, which was the biggest rating change overall – either positive or 
negative. The next biggest positive rating change was also from Group A, who rated the 
choral selection 0.68 points higher on Survey 2. Group A also rated 3 pieces from 
Listening Survey 2 above 4 points while Group B’s highest rating on Survey 2 was The 
Seal Lullaby with a rating of 3.86. Group A also rated each piece on the second survey 
higher than did Group B. These results further suggest that when students are taught 
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music from cultures other than their own, they become more open-minded when listening 
to other unfamiliar music.  
When asked whether they would like to hear the music from Survey 2 again 
(question 3 on the survey), more students from Group A answered “yes” for each of the 
four pieces then had done so for the pieces on Survey 1. In the same vein, fewer Group A 
students indicated they would not like to hear the pieces from Survey 2 again. These 
changes show that the students in Group A were more open-minded and accepting of 
unfamiliar music after their 4-week-long study of music from other countries. Combining 
the results from question 2 (which asked students to rate the pieces) and question 3 
(which asked whether they would like to hear the music again) suggests that Group A 
students were even willing to give the pieces they rated less favorably a second chance. 
Although the ratings for the jazz selection and the 20th century selection decreased 
slightly on Survey 2, there was an increase in the percentage of students who indicated a 
desire to hear these pieces again. This further demonstrates that the students in Group A 
were more open-minded regarding unfamiliar music after the research unit. 
 Interestingly, a large percentage of students in Group A marked “maybe” when 
asked if they would like to hear the Survey 1 pieces again. On Survey 2, fewer students 
marked “maybe” for three out of the four pieces (Lazy River, Salterello I, Siglo XIV, and 
The Seal Lullaby). This shows that the students in Group A were more decisive as well as 
more receptive to unfamiliar music after their participation in lessons revolving around 
world folk music. 
Group B’s question 3 results were inconsistent compared to Group A’s results. 
“Dance of the Knights,” Saltarello I, Siglo XIV, and The Seal Lullaby each saw an 
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increase of “yes” responses to question 3 in Group B, but the increases were not as 
drastic as in Group A. The percentage of “no” responses did not change for two of the 
four pieces (Lazy River and “Dance of the Knights”) and actually increased for one piece 
(Saltarello I, Siglo XIV). One thing that was consistent about Group B’s results was the 
fact that for each piece from Survey 2, fewer students expressed an interest in hearing the 
piece again compared to Group A. There were also more students in Group B than in 
Group A who indicated they would not like to hear the pieces again. All of this data 
supports the argument that students in Group B were less open to unfamiliar music after 
the research unit compared to Group A students. 
The percentage of Group A students who marked “yes” when asked whether they 
would like to hear similar music increased for each piece on Survey 2. Likewise, the 
percentage of students who marked “no” in response to question 4 decreased for each 
piece. This indicates that the students in Group A were more interested in hearing new, 
unfamiliar music than they were prior to their experience with world folk music. Group 
B, however, saw a decrease in the percentage of students who indicated a desire to hear 
similar music for three out of the four pieces (Lazy River, “Dance of the Knights,” and 
Saltarello I, Siglo XIV). Once again, this difference between the two groups shows how 
much of an impact the study of world music made on the students’ perceptions of 
unfamiliar music. Because Group A had more experience with music which was different 
than what they had typically experienced in music class prior to the study, they were 
more open to the unfamiliar music they heard on the survey. Not only did the students of 
Group A rate the pieces on Survey 2 more favorably than Group B, they also indicated 
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more interest in hearing the music a second time as well as more interest in hearing other 
new pieces. 
The results of this study make it apparent that there are several benefits to 
students who engage in music from other cultures. Students in Group A became more 
open-minded toward music with which they were not familiar. There is such diversity in 
folk music from around the world, and the students of Group A had the opportunity to 
engage in a variety of music through playing games, playing instruments, and viewing 
videos of culture-bearers engaging in music-making. It seems these experiences made the 
students more comfortable with tonal centers and instruments with which they had little 
or no prior experience.  
Music educators who are looking to introduce their students to a wider variety of 
music genres should consider the results of this study when planning. The vast diversity 
of folk music styles from around the world can be a great way to ease students into 
accepting music which is unfamiliar to them. As students engage in singing games, play 
instruments, and learn about the music’s culture of origin, the once foreign aspects of the 
music become familiar. Students who are accustomed to hearing music with varied tonal 
centers, instruments, and languages are more open-minded when presented with other 
genres which are unfamiliar to them. 
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Suggestions for Future Research 
 It would be beneficial to attempt to replicate the results of this study in a more 
controlled environment. The participants should not know the researcher and should 
randomly be assigned to learn world folk music or American folk music. The participants 
should also be surveyed on their listening habits at home before the study begins. This 
will ensure the music heard on the listening surveys is truly unfamiliar to the participants. 
Finally, the lessons should be given at regular intervals and each lesson should be the 
same duration. Controlling for these variables will address the limitations of the present 
study. 
If the study is done with young children again, it may be beneficial to give the 
listening survey orally and dictate the participants’ answers. This would solve the 
problem of attempting to decipher young students’ handwriting and spelling. It would 
also be interesting to do this study again with older participants to determine whether age 
is a factor in students’ preference for unfamiliar music after exposure to world folk 
music.  
Future studies could also test if exposure to different music genres influences 
students’ preference for unfamiliar music. For example, researchers could study to see 
whether exposure to 20th century music has an effect on preference for unfamiliar ancient 
pieces. The reverse of the present study could also be researched; does exposure to a 
variety of unfamiliar music genres have an effect on students’ preference for world folk 
music? The possibilities are nearly endless if one considers how many genres of music 





 This action research study sought to discover whether students who are exposed 
to world folk music indicate more preference for unfamiliar music genres versus those 
who are not exposed to world folk music. Comparing the listening survey results of the 
students who participated in four weeks of world folk music lessons (Group A) to the 
results of students who participated in four weeks of American folk music lessons (Group 
B) confirms that students who are exposed to world folk music may be more receptive 
towards and show a greater preference for other unfamiliar music. Group A students rated 
half of the unfamiliar listening selections more positively after being exposed to world 
folk music for four weeks. After their study of world folk music, more Group A students 
indicated a desire to hear each of the unfamiliar pieces a second time. Similarly, more 
students in Group A indicated a desire to hear music similar to the unfamiliar pieces on 
the second listening survey. The results from Group B were much less consistent, which 
further reinforces that the content that students were exposed to during the four-week 
research unit influenced their preferences toward unfamiliar music. 
 When considering explanations for the results of this study, it is important to 
acknowledge the vast diversity of folk music from around the world. Students who are 
exposed to music from a variety of countries will inherently hear music with a variety of 
melodic patterns, tonal centers, rhythms, instruments, and languages. As students engage 
with world folk music through singing, dancing, playing games, and playing instruments, 
they become more comfortable with differences to these elements of music. From the 
results of this study, it appears that students who are more familiar with a variety of tonal 
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centers, instruments, etc. are more open-minded and accepting towards other music with 
which they have little or no experience. 
 Music educators who wish to foster an appreciation of a wide variety of music 
genres in their students should consider the results of this study and the implications 
which can be drawn from them. It can be daunting to consider introducing students to 
new genres of music for fear that they will have a negative reaction. However, 
introducing students to children’s songs and games from other cultures can be a great 
way to bridge the gap between music that is “known” and music that is “unknown.” 
Furthermore, teaching students about the music they are hearing can further promote 
understanding and acceptance of music which is new to them. Students who are open-
minded towards a wide variety of styles and genres of music are likely to become life-
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Appendix B – Permission Slip  
Dear 3rd Grade Parents, 
 
This year I am working towards earning my Master’s in Music Education at Eastern Illinois University.  
In order to complete my degree, I am required to conduct research in the field of Music Education.  
The data I gather from this research will be used to write my thesis.  The attached document explains 
my study thoroughly, but the primary focus of my research is to determine whether students who 
consistently experience music from foreign cultures show more preference towards other unfamiliar 
music genres.   
 
This study will take place during your child’s regularly scheduled music time (twice per week for 25 
minutes) and will include singing, dancing, playing games, and playing instruments just like we 
normally do in music.  There will also be a short listening survey for your student(s) to fill out before 
and after the research unit.   
 
Please read through the attached document and decide whether you will allow your student to 
participate. If you give your consent for your child to participate in my research study, you do not need 
to send the permission page back to school.  Please only sign and return the last page of the attached 
document if you do not wish for your child to participate.  Please note that if your child participates in 
this study, they may be videotaped for my records.  Your child’s name will not be included anywhere in 
the final thesis document.   
 
Thank you for your consideration!  If you have questions at any time, please feel free to contact me! 





         Jessica Doty 
         Carl Sandburg Elementary  
         General Music Teacher 
         (217) 639-4019 
         dotyj@charleston.k12.il.us   





CONSENT TO PARTICIPATE IN RESEARCH 
 
Effects of Exposure to World Folk Music on Preference for Unfamiliar Music in Elementary General Music 
 
Dear 3rd Grade Parents, 
 
Your child is invited to participate in a research study conducted by Mrs. Doty and Dr. Larson from the 
Department of Music at Eastern Illinois University.  Your child’s participation in this study is entirely voluntary. 
Please ask questions about anything you do not understand, before deciding whether or not to participate.  Please 
sign and return the attached page only if you do not wish for your student to participate in this study. 
 
 
• PURPOSE OF THE STUDY 
 
This study aims to discover whether students who have many experiences with folk music from around the world 
enjoy other unfamiliar genres of music more than students who don’t have as much experience with folk music 





If you volunteer to allow your child to participate in this study, he or she will be asked to: 
 
1. Respond to a listening survey before and after the research unit – Musical examples will be played for the 
students.  The music played during these listening surveys will be music the students wouldn’t normally 
be exposed to during music class.  The survey will ask students to rate the music they hear on a scale from 
1-5 and indicate whether they would like to hear the music again. The survey will also give the students 
an opportunity to briefly write what they liked or didn’t like about the music they heard.   
 
2. Participate in lessons through singing, dancing, playing games, and playing instruments – The activities 
presented to the students during the research unit will be very similar to normal music class activities.  
Some classes of students will only experience folk music from other countries and some classes will only 
experience American Folk music and Western classical music.  The research unit will last approximately 
four weeks and will take place during your child’s regularly scheduled music class (twice a week for 25 
minutes).    
 
 
• POTENTIAL RISKS AND DISCOMFORTS 
 
There are no anticipated risks in allowing your child to participate in this study.  The lessons and activities 
presented to the students will be typical for general music class.  Students’ grades will not be affected by 
participating or not participating in this study.  
  
 
• POTENTIAL BENEFITS TO SUBJECTS AND/OR TO SOCIETY 
 
Students will benefit by learning new songs, dances, and games which will further their musical education. 
The results of this research may be used to inform future music education.  The results of this study may be 








Any information that is obtained in connection with this study and that can be identified with you or your 
child will remain confidential and will be disclosed only with your permission or as required by law. 
Confidentiality will be maintained by means of assigning a pseudonym to each student and referring to 
students by their pseudonym at all times in the presentation of the data.  All records and data related to 
this study will be kept in a file marked “confidential,” kept in a locked room, and kept in a location 
known only to Mrs. Doty.  Only Mrs. Doty and her sponsor will be able to view data from the study.  
Mrs. Doty is required to keep all data and records for three years after the study.  After three years, all 
records and data will be destroyed. 
 
 
• PARTICIPATION AND WITHDRAWAL 
 
Participation in this research study is voluntary and not a requirement or a condition for being the 
recipient of benefits or services from Eastern Illinois University or any other organization sponsoring the 
research project. If you volunteer to be in this study, you may withdraw at any time without consequences 
of any kind or loss of benefits or services to which you are otherwise entitled. 
 
 
• IDENTIFICATION OF INVESTIGATORS 
 
If you have any questions or concerns about this research, please contact: 
• Primary Researcher – Jessica Doty 
Carl Sandburg General Music Teacher 
Phone: (217) 639-4019  
Email: dotyj@charleston.k12.il.us 
 
• Faculty Sponsor – Dr. Danelle Larson 
Phone: (217) 581-7201 
Email: dlarson@eiu.edu  
 
 
• RIGHTS OF RESEARCH SUBJECTS 
 
If you have any questions or concerns about the treatment of human participants in this study, you may call or 
write: 
 
Institutional Review Board  
Eastern Illinois University 
600 Lincoln Ave. 
Charleston, IL   61920 
Telephone: (217) 581-8576 
E-mail: eiuirb@www.eiu.edu  
 
You will be given the opportunity to discuss any questions about your rights as a research subject with a 
member of the IRB. The IRB is an independent committee composed of members of the University 
community, as well as lay members of the community not connected with EIU. The IRB has reviewed 




***Please sign and return this page only if you do not wish for your child to 




I hereby deny consent to the participation of _____________________________________,  
         Student’s Full Name 




___________________________________________  ________________ 
Signature of Minor Subject’s Parent or Guardian         Date 
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Appendix C – Group A Week One Lesson Plans – Ghana  
 
Lesson 1 – Obwisana  
• Materials – world map, egg shakers, clave, video of a Ghanaian drumming 
ensemble, various instruments from Ghanaian culture (axatse, frikyiwa, gankogui, 
etc.) 
• Process  
1. Find Ghana on a world map and look at the flag  
2. Sing Obwisana for students and explain the translation 
▪ Teach the song by rote (echo sing phrases) 
3. Teach stone passing game using egg shakers as stones 
▪ Teach grab-pass pattern first and emphasize the importance of the 
steady beat (don’t sing the song yet) 
▪ Once students are comfortable with the passing pattern, gradually 
incorporate singing 
4. Sing and play a few rounds of the game. 
▪ Replace one egg shaker with a clave, any student who has the 
clave at the end of the song is out 
5. Discuss traditional instruments of Ghana 
▪ Watch video of a Ghanaian drumming ensemble 
▪ Give students an opportunity to test out instruments from Ghana   
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Lesson 2 – Kye, Kye, Kule 
• Materials – Egg shakers, clave, instruments from Ghanaian culture (seed shaker, 
axatse, gankogui, and drum), video of Ghanaian children playing Kye, Kye Kule 
• Process 
1. Review Obwisana 
▪ Ask students to recall what country the song is from  
▪ Ask students to recall the translation of the song 
▪ Play a few rounds of the game. If a student has the clave at the end 
of the song, they are out and get to play one of the four Ghanaian 
instruments 
2. Echo sing Kye, Kye, Kule 
▪ Explain translation and purpose of the song 
3. Echo Kye, Kye, Kule with motions 





Appendix D – Group B Week One Lesson Plans 
 
Lesson 1 – Where, Oh Where 
• Materials – egg shakers, clave 
• Process 
1. Echo sing Where, Oh Where 
2. Teach stone passing game using egg shakers as stones 
▪ Teach grab-pass pattern first and emphasize the importance of the 
steady beat (don’t sing the song yet) 
▪ Once students are comfortable with the passing pattern, 
incorporate singing 
3. Sing and play a few rounds of the game. 
▪ Replace one egg shaker with a clave, any student who has the 
clave at the end of the song is out  
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Lesson 2 – Long John 
• Materials – egg shakers, clave, woodblock, triangle, cowbell, drum 
• Process 
1. Echo sing Long John  
▪ Ask students to recall other “repeat-after-me” songs which they 
have previously learned 
▪ Sing once while sitting and once while standing, but do hand 
motions each time 
▪ Engage in a discussion about the silliness of the song 
2. Review and play Where, Oh Where 
▪ If a student has the clave at the end of the song, they are out and 




Appendix E – Group A Week Two Lesson Plans – Japan 
 
Lesson 1 – Jugoya-san no Mochituskiwa 
• Materials – world map, two videos of women playing Jugoya-san no 
Mochituskiwa game 
• Process 
1. Find Japan on a world map and look at the flag 
2. Introduce hand-clapping game, Jugoya-san no Mochituskiwa 
▪ Ask students what hand-clapping games they know 
▪ Show two videos of women playing Jugoya-san no Mochituskiwa 
game 
▪ Explain meaning of the chant 
3. Learn how to play the game 
▪ Demonstrate motions and practice without partners 
▪ Partner up and try the game a few times 
  
Japanese Pronunciation:  
1. Ichi! Ni! San! Yon! 
2. Jugoya-san no Mochitsukiwa (echo) 
3. Pet-tan-ko, Pet-tan-ko 
Pet-tan, Pet-tan, Pet-tan-ko 
4. Ok-kon-e-ta, Ok-kon-e-ta 
Ok-kon-e, Ok-kon-e, Ok-kon-e-ta 
5. Tot-tsui-ta, Tot-tsui-ta 
Tot-tsui, Tot-tsui, Tot-tsui-ta 
6. Shan, Shan, Shan! Shan, Shan, Shan! 
Shan, Shan, Shan, Shan, Shan, Shan, Shan! 
English Translation: 
1. One! Two! Three! Four! 
2. Mochi pounding in the full-moon-night 
3. Pound it, pound it 
Pound, pound, pound it! 
4. Knead it, knead it 
Knead, knead, knead it! 
5. Paste it, paste it 
Paste, paste, paste it! 
6. Clap, clap clap! Clap, clap clap! 
Clap, clap, clap, clap, clap, clap, clap! 
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Lesson 2 – Sakura 
• Materials – video with lyrics and translation of Sakura  ̧video of koto 
demonstration, video of taiko drumming ensemble, glockenspiels, gongs 
• Process 
1. Review Jugoya-san no Mochituskiwa game motions 
▪ Ask students to recall what country the game is from 
▪ Ask students to recall the meaning of the chant 
2. Introduce Sakura with videos 
▪ First video – lyrics and translation 
▪ Second video – koto demonstration 
▪ Third video – taiko drumming ensemble as another example of a 
Japanese instrument 
3. Play glockenspiels and gongs along with Sakura lyric video 
▪ Demonstrate ostinato parts (see below) 
▪ Allow each student to have a turn playing the glockenspiel, choose 
several students to play the gong part 
▪ Accompany the Sakura lyric video with the ostinato 
4. If time allows, partner up and play Jugoya-san no Mochituskiwa game 
   
Sakura Ostinato  
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Appendix F – Group B Week Two Lesson Plans 
 
Lesson 1 – Bim Bum 
• Materials – video demonstration of Bim Bum hand-clapping game 
• Process 
1. Introduce hand-clapping game Bim Bum 
▪ Ask students what hand-clapping games they know 
▪ Watch video of young ladies playing Bim Bum game 
▪ Go over the association between the syllables of the song and the 
motions / sounds (“bim” = clap, “bum” = snap, “biddy” = pat) 
2. Learn Bim Bum song 
▪ Echo sing by phrase, gradually increasing phrase length (no 
motions yet) 
▪ Add the motions back to the song. Begin with smaller phrases 
again, then gradually increase phrase length 
▪ Draw students’ attention to the repetition of the phrases 
3. Sing the entire song with motions 
▪ Demonstrate how the game can be played with a partner (“bim” 
claps become partner claps) 




Lesson 2 – Old Joe Clark 
• Materials – xylophones, metallophones, bean bags 
• Process 
1. Review Bim Bum song and motions 
▪ Ask students to recall which syllables are associated with which 
motions 
2. Teach Old Joe Clark song and form for the game 
▪ Echo sing Old Joe Clark by phrase 
▪ Teach instrument parts (see below) with body percussion – 
xylophone part = pat, metallophone part = clap 
▪ Perform the song and body percussion in an ABAB pattern 
3. Teach the game and instrument parts 
▪ Students form 2 circles. Either 3 xylophones or 3 metallophones 
are placed in the middle 
▪ Students pass 3 bean bags around the circle while singing Old Joe 
Clark. If they have the bean bag at the end of the song, they get to 
play an instrument in the middle of their circle (instrument pattern 
is repeated twice) 
▪ Game is continued in ABAB pattern until all students have gotten 
to play instruments 
 
  
   
Instrument Pattern for Old Joe Clark 
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Appendix G – Group A, Week Three Lesson Plans – Israel  
 
Lesson 1 – Hava Nagila 
• Materials – world map, recording of Hava Nagila, video of Hava Nagila dance at 
a wedding 
• Process 
1. Find Israel on a world map and look at the flag 
2. Introduction to Hava Nagila 
▪ Play the beginning of Hava Nagila for students 
▪ Have students describe the mood of the song – happy, sad, etc. 
▪ Have students predict what the song might be used for 
▪ Explain that Hava Nagila is a song of celebration and might be 
used at joyous occasions such as weddings – provide translation 
3. Teach Hava Nagila dance 
▪ Demonstrate steps and have students practice in place 
▪ Form a circle and practice steps while traveling around the circle 
▪ Once students are comfortable with the steps, perform with the 
recording 




Lesson 2 – Shalom Chaverim 
• Materials – video demonstration of darbuka, video demonstration of kinnor harp, 
video of Shalom Chaerim played on kinnor harp, video demonstration of shofar, 
hand drums, tambourines  
• Process 
1. Review Hava Nagila  
▪ Ask students to recall what country the song is from 
▪ Ask students to recall an occasion where the dance might be 
performed 
2. Introduce Shalom Chaverim 
▪ Sing song for students in Hebrew, discuss translation 
▪ Echo sing by phrase (in Hebrew), gradually increase phrase length 
3. View instrument demonstration videos 
4. Add drum and tambourine ostinato to Shalom Chaverim  
▪ Demonstrate drum and tambourine ostinato (see below) 
▪ Allow each student to have a turn playing either tambourine or 
drum (both if time allows) 
 
 
  Shalom Chaverim Ostinato 
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Appendix H – Group B, Week Three Lesson Plans 
 
Lesson 1 – Alabama Gal 
• Materials – Map of the United States, video of people dancing Alabama Gal, 
recording of Alabama Gal 
• Process 
1. Find Alabama on the map of the United States 
2. Introduce Alabama Gal dance with video 
▪ Explain connection between lyrics and dance steps 
3. Teach steps to Alabama Gal dance 
▪ Students chose a partner and stand across from each other 
(longways set) 
▪ Teach each step with the corresponding song lyrics (no recording 
yet) 




Lesson 2 – Li’l Liza Jane 
• Materials – Map of the United States, xylophones and / or metallophones 
• Process 
1. Introduce Li’l Liza Jane song  
▪ Sing song for students and ask them to notice where “Liza” is from  
▪ Find Baltimore, Maryland on a map of the United States 
▪ Echo sing Li’l Liza Jane by phrase, gradually increase phrase 
length 
2. Teach instrument parts 
▪ Demonstrate instrument part (see below) 
▪ Prepare crossover bordun with body percussion (alternating pat) 
3. Perform song with ostinato 
▪ Allow each student to have a turn playing instruments   
Li’l Liza Jane Ostinato 
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Appendix I – Group A, Week Four Lesson Plans – Mexico  
 
Lesson 1 – Al Citron 
• Materials – world map, egg shakers 
• Process 
1. Find Mexico on a world map and look at flag 
2. Introduce Al Citron song  
▪ Sing song for students and discuss meaning 
▪ Echo speak words for pronunciation  
▪ Echo sing Al Citron by phrase, gradually increasing phrase length  
3. Teach Al Citron game 
▪ Remind students of Obwisana passing game and review grab-pass 
pattern using egg shakers as stones 
▪ Once students are comfortable with the passing pattern, gradually 
incorporate singing 
▪ Once students are comfortable passing and singing, introduce the 





Lesson 2 – El Florón 
• Materials – plastic flower, video demonstration of quijada de burro, video of 
Huapango ensemble performing 
• Process 
1. Review Al Citron song 
▪ Ask students to recall what country the song is from 
2. Introduce El Florón song 
▪ Sing song for students in Spanish, discuss translation 
3. Teach game for El Florón 
▪ One student sits in the middle of the circle with eyes closed. 
Students pass the flower around the circle while singing. At the 
end of the song, student in the middle guesses who has the flower. 
4. Discuss instruments from Mexico 
▪ Ask students if they know of any instruments from Mexico 





Appendix J – Group B, Week Four Lesson Plans  
 
Lesson 1 – Tricky, Tricky Bear 
• Materials – egg shakers 
• Process 
1. Introduce Tricky, Tricky Bear song 
▪ Teach song via echo singing phrases 
2. Teach Tricky, Tricky Bear game 
▪ Remind students of Where, Oh Where passing game and review 
grab-pass pattern using egg shakers as stones 
▪ Once students are comfortable with the passing pattern, gradually 
incorporate singing 
▪ Once students are comfortable passing and singing, introduce the 




Lesson 2 – Button You Must Wander 
• Materials – Button, egg shakers 
• Process 
1. Introduce Button You Must Wander song 
▪ Teach song via echo singing phrases 
2. Teach game for Button You Must Wander 
▪ One student sits in the middle of the circle. Button is given to a 
random student in the circle. While singing, button is passed 
around the circle. However, all students pretend to pass the button 
in order to trick the guesser. At the end of the song, student in the 
middle guesses who has the button. 




Appendix K – Lesson Plan Resources 
Group A Resources 
• Biographical information on the music from all countries collected from 
oxfordmusiconline.com 
• Ghana 
▪ Obwisana song, translation, and game description found on 
bethsnotesplus.com 
▪ Kye, Kye, Kule song, translation, and game description found on 
mamalisa.com 
▪ Drumming ensemble video: “Kusun Ensemble – Kpanlogo” by user 
Amazing Ghana on YouTube 
▪ Video of children playing Kye, Kye, Kule: “Shay Shay Koolay” by user 
Elana Fishbein on YouTube 
• Japan 
▪ Jugoya-san no Mochituskiwa song, translation, and game description 
found on mamalisa.com 
▪ Sakura song and translation found on bethsnotesplus.com 
▪ Video of women wearing rabbit masks and playing Jugoya-san no 
Mochituskiwa found on mamalisa.com, uploaded on YouTube by user 
ninimunimu (link: https://youtu.be/w0Zu1WohOT4)  




▪ Sakura lyrics and translation video: “Japanese Folk Song #9: Cherry 
Blossoms （さくらさくら/Sakura Sakura）”by user Japanese Folk 
Songs 
▪ Koto demonstration video: “Sakura Sakura play on koto or Japanese harp 
by Keko Kanagawa in Kyoto, Japan.” by user somkietr rojanasathit 
▪ Taiko ensemble video: “Sensational Young Taiko drummers - Powerful, 
brilliant. Nagasaki, Japan. Part 1.” by user Stuart Morris 
• Israel  
▪ Hava Nagila song, translation, and dance steps found in The Book of Song 
Dances compiled by John. M. Feierabend, GIA Publications, Inc. 
▪ Shalom Chaverim song and translation found on bethsnotesplus.com 
▪ Recording of Hava Nagila found on album Rhythmically Moving 4 by 
Phyllis Weikart 
▪ Hava Nagila wedding video: “The Horah – Traditional jewish wedding 
dance to ‘Hava Nagila’ with live music” by user Down for the Count 
Swing Orchestra on YouTube 
▪ Darbuka demonstration video: “Mother of Pearl Sadaf Darbuka – Our Best 
Solo” by user Arab Instruments on YouTube 
▪ Kinnor harp demonstration video: “Stringed Things: KINNOR HARP 






• Israel (continued) 
▪ Shalom Chaverim played on kinnor harp video: “King David’s Lyre: 
‘Shalom Chaverim (Peace Dear Friend ‘Till We Meet Again)’” by user 
Michael Levey on YouTube 
▪ Shofar demonstration video: “Blowing the Shofar” by user Allen Williams 
• Mexico 
▪ Al Citron song and game directions found on bethsnotesplus.com 
▪ El Florón song, translation, and game directions found in The Book of 
Beginning Circle Games: Let’s Make a Circle, compiled by John M. 
Feierabend, GIA Publications, Inc. 
▪ Quijada de burro demonstration video: “Pablo La Porta plays quijada de 
burro, tama and d ‘jembe” by user Pablo La Porta on YouTube 
▪ Huapango ensemble video: “El Cuarteto Los Cantores de Champayán 
tocan ‘El Querreque’ desde Tantoyuca Veracruz” by user GaVbroadcast 
on YouTube 
Group B Resources 
• Week 1 Lessons 
▪ Where, Oh Where song and game directions found in The Book of Echo 
Songs: I’ll Sing After You, compiled by John M. Feierabend, GIA 
Publications, Inc 
▪ Long John song found in The Book of Echo Songs: I’ll Sing After You, 




• Week 2 Lessons 
▪ Bim Bum song and motions found on bethsnotesplus.com 
▪ Old Joe Clark song and lesson inspiration found in Game Plan 3: An 
Active Music Curriculum for Children by Jeff Kriske and Randy Delelles, 
KiD Sounds 
▪ Bim Bum game demonstration video: “Hand Clapping Game ‘Bim Bum’” 
by user Splash Games on YouTube 
• Week 3 Lessons 
▪ Alabama Gal song and dance steps found on bethsnotesplus.com 
▪ Li’l Liza Jane song and lesson inspiration found in Game Plan 3: An 
Active Music Curriculum for Children by Jeff Kriske and Randy Delelles, 
KiD Sounds 
▪ Alabama Gal dance demonstration video: “Alabama Gal” by user Carol 
Fiddler on YouTube 
▪ Recording of Alabama Gal found on album Here We Go Zudeo by Kathy 
Reid-Naiman and Hannah Naiman 
• Week 4 Lessons 
▪ Tricky, Tricky Bear song and game directions adapted from a Responsive 
Classroom activity. Video of the activity: “Tricky Bear” by user 
yogiandteacher on YouTube 
▪ Button You Must Wander song and game directions found in The Book of 
Beginning Circle Games: Let’s Make a Circle, compiled by John M. 
Feierabend, GIA Publications, Inc. 
